the university. Working as ballet mistress to the company was Margo Caslavka, who had been a professional ballerina before returning to college. The company also included an ensemble of twelve actors from the USC School of Theatre. Two designers, Ritchie Spencer'for costume and Casey Cowan-Gale for lighting, both faculty at the USC School of Theatre, joined the team.
Given the limited amount of our grant, I had decided to emphasize costume and lighting design. I therefore eliminated Goncharova's 1923 set: a platform, on which the principal characters sat during the wedding festivities, and a practical door, through which the bride and groom exited ( fig. 4 ). We danced instead on a bare stage, sculpted by light and movement in'costumes that recalled'Goneharova's drawings.
The first act was intended to bring our contemporary audience into the Russian context that the ballet's three creators had shared. I wrote the collage as an interweaving of material from the memoirs of Stravinsky and Nijinska with passages from Russian literature, proverbs, and folksongs. In alternating scenes the play traces the story of the ballet's creation and dramatizes an arranged marriage. While Stravinsky, dressed in tails to conduct the premiere of his new ballet, tells the spectators of longing for his native land, a young village couple who barely know each other swing from happy anticipation of their marriage to fear of what the future may hold. The play's structure, like that of Stravinsky's libretto for Svadebka, is a "Joycean -,)image of social and religious tak ,3 its mood, like that of the ballet, one of emotionally charged ambivalence.
I set the dramatic action against Russian choral music and wedding laments in order to introduce the audience to the sweetly dissonant church and folk music that Stravinsky so powerfully reworks in his score. I wanted our contemporary spectators to feel something of what composer Bela Bartok meant when he wrote in 1931 that "if among Stravinsky's themes there exist some which are his own invention, they are extremely clever and extremely faithful imitations of popular song." ° I brought Nijinska on to tell of her empathy with the bride, balanced on the edge of joy and despair. As Nancy Van Norman Baer writes, for Nijinska "the pain and finality of separation [from her homeland] was offset by the expectation of new beginnings. [...] She and the bride are suspended between an old and a new home, an old and a
